ABSTRACT: Charlie Parker has been much appreciated as an improviser, but he was also an important jazz composer, a topic yet to be studied in depth. Parker's compositions offer insight into his total musicianship as well as provide a summary of early bebop style. Because he left no working manuscripts, we cannot examine his compositions evolving on paper. We do possess occasional single parts for trumpet or alto saxophone of pieces wri en for recording sessions and four Library of Congress lead sheets copied in his hand, and, as an introduction, I show examples of such manuscripts. The article continues by exploring what we can infer about Parker's compositional processes from those instances where he made revisions to improve or create the final product. In particular, there is one instance of Parker revising a work already completed ("Ornithology"), one instance of Parker combining two pieces by another composer into one of his own ("My Li le Suede Shoes"), and two instances of Parker composing in the studio where we can hear his revisions immediately ("Red Cross" and "Blues (Fast)"). The middle part of the paper explores Parker in these creative se ings. Parker's methods sometimes differ from traditional composition and suggest that we reconsider the usual distinction between improvisation and composition. I conclude with observations on Parker's procedures, proposing refinements to ontological models of musical works to account for jazz compositions.
[1.10] The session described by Colin was not the one that created "Blues (Fast)," a piece discussed later in this article, since the piece in question was based on a popular standard and not blues changes. (14) However, Colin's observations corroborate Tommy Po er's and are undoubtedly pertinent to Parker's sessions in general; that is, since Granz claimed that Parker's lack of preparation was the norm, Colin's account may be taken as typical of Granz's problems in trying to run a small-group Parker session. (15) Also significant is the amount of time taken for Parker to create the tune, for "Blues (Fast)" required twelve takes.
[1.11] Aside from stories of Parker composing at the last minute, just before or during sessions, we have li le to go on regarding how Parker may have thought about creating his compositions. The four pieces discussed in this paper vary considerably in their approach (and my treatment of them will vary accordingly), but I have chosen them because they allow us at least to glimpse some of the ways that Parker thought about creating pieces. Before proceeding to them, however, let me conclude this introduction with general remarks on jazz composition to set the stage for the Parker tunes.
[1.12] A jazz composition is a distinct musical piece by one or more musicians (its "composers"), created for or during a jazz se ing, and intended for future performance or realization or later becoming available for such future performance or realization. This accords with the views suggested by some scholars that a musical composition must be "discrete, reproducible, and a ributable." (16) Jazz compositions can be divided into three groups: large-scale works, smallerscale works intended for improvisation, and directly improvised works. (17) [1.13] Larger-scale jazz compositions vary widely in scope, but always seem to show self-contained sections. "Tiger Rag" (LaRocca, 1917) , "Carolina Shout" (Johnson, 1917) , or "The Pearls" (Morton, 1923) are examples from the early jazz repertory that are small enough to fit the three-minute format of the 78-rpm record, but are nonetheless multi-sectioned works. More ambitious largerscale works similarly involve multiple sections, and one or more of these might be extensive in scope. Larger-scale works may also combine elements of the Western concert-music tradition or other musical cultures with features of jazz, and sometimes conductors may be involved in directing the ensembles. Some sections or parts of sections may involve improvisation. Many jazz composers have wri en large-scale works, for example Duke Ellington, Charles Mingus, and Mary Lou Williams. Charlie Parker was interested in this repertory, and he contributed improvisation to the recording of Chico O'Farrill's Afro-Cuban Jazz Suite, but he did not write such works. (18) [1.14] The second type of jazz composition is the smaller-scale work expressly wri en for improvisation, and it is for this improvisational repertory that Parker composed his more traditional pieces. Works in this repertory are typically in standard song forms and often appear in fakebooks with melodies, chord symbols, and sometimes lyrics. Jazz instructional programs and method books often provide a sampling of such tunes and direct students to learn them, as they are considered fundamental to performing jazz. This improvisational repertory can itself be divided into two groups: popular songs (many of them "standards" of the American Songbook) and jazz tunes (generally understood as tunes wri en by jazz musicians, usually for improvisation, and sometimes called "heads"). Popular standards, by their very nature as songs, are more likely to be well known and have lyrics. Long-lived jazz tunes may be called "jazz standards," a category often used to include those popular standards preferred by jazz musicians. Among the many jazz musicians who have wri en for this improvisational repertory are some of the best known.
[1.15] In addition to works wri en prior to being recorded, Parker also directly improvised pieces that took on a life of their own, issued as recordings with Parker credited as composer. I consider these works to be Parker "compositions," although they are not compositions as traditionally conceived. (19) The oral component of jazz (and presumably other musical cultures with similar characteristics) urges us to expand the idea of "composition" to account for products of improvisation with sufficient compositional a ributes. (20) Take A of Parker's recording of Gershwin's "Embraceable You" (Gershwin-Gershwin, 1930) on October 28, 1947 is a well-known example of his studio recordings. (21) Although the Gershwin piece provides the title to the recording, the significant item at hand-what we care about vis à vis Parker as a jazz performer-is his interpretation of or improvisation on the pre-existing piece. The recording is a performance not of a Parker composition but rather of a Gershwin song, even though its melody is not expressly stated. The record's title and excerpts from the original melody, particularly toward the end of the recording, connect the performance to the Gershwin original.
[1.16] In contrast to Parker's "Embraceable You," consider take C of Parker's recording of "Bird of Paradise" from the same session: the recorded improvisation is based on the form and harmonies of "All the Things You Are" (Kern-Hammerstein, 1939), but not its melody. Mayhew Music Co. and Charlie Parker Music Co. jointly registered a lead sheet of the improvisation with the L. C. (deposit EU659286) on February 23, 1961, as "Bird of Paradise" and credited the piece to Charlie Parker (Example 5). Therefore the piece is not only a Parker recording, but also a Parker "composition." (22) [1.17] Let us now turn to the four Parker pieces and reserve further remarks on jazz composition for the concluding section of this paper. My conclusions will gather together observations from the analyses and consider them to in relation to Parker's compositions and the concept of jazz composition more generally.
Parker Revises: "Ornithology"
[2.1] "Ornithology" is based on the form and harmony of "How High the Moon" (Hamilton- Lewis, 1940) . It remains one of the most significant compositions of early bebop. (23) Parker sometimes neglected his best tunes, but not "Ornithology," which he performed consistently through his career. Perhaps the conjunction of "Bird" and "Ornithology" was too tempting to ignore: how could this not be a trademark tune?
[2.2] There are two important questions regarding the creation of "Ornithology." Was it cocomposed or was it the work of a single musician? Secondly, who emended the piece between Parker's studio recording of 1946 and the version he played later in his career? While suggestive possibilities can be provided regarding both issues, conclusions remain elusive. (24) [2.3] If "Ornithology" was co-composed, Parker's partner was Benny Harris (1919-75), a bebop trumpeter and composer much on the scene in the early 1940s. "Ornithology" was among the four bebop tunes by Parker published early on in his career, and its first publication by the Atlantic Music Corporation (Parker 1948 Koch (1999, 344) and Woideck (1996, 123) accept it as cocomposed. The L. C. copyright deposit of the tune (EU51930), which might be considered significant evidence, lists only Parker as composer, but, as we have seen, deposits of jazz tunes were often informal and not especially accurate. Significantly, none of the writers just mentioned offer any proof that either Harris or Parker composed it alone. Those who feel that the work is entirely Harris's may have drawn their conclusions from the fact that Harris apparently initiated work on the tune, and also that Parker tended to compose solely for recording sessions. Still, neither Harris nor Parker in their lifetimes ever challenged the tune's status as co-composed, and, as to be discussed next, a consideration of its opening gesture seems to favor co-composition.
[2.5] The pre-history of "Ornithology" begins with "How High the Moon." Benny Goodman was the first to have a hit record with the la er tune, at a time when guitarist Charlie Christian was a member of the band. Christian, then, may have introduced the tune to the late night jam sessions frequented by the beboppers (Gioia 2012, 150-51). Among them, Dizzy Gillespie began to play it regularly (Gillespie and Fraser 1979, 207; Feather 1977, 9) . Gillespie, Parker, and Benny Harris were members of the Earl Hines band in 1943, and so Gillespie may then have introduced the tune to Harris; further, if Parker and Harris did any joint creative work on "Ornithology" at all, it may have occurred during their tenure with Hines. In any event, Harris became a big fan of the original, according to pianist Al Tinney, leader of the house band at Monroe's Uptown House from 1940-43: "There was this guy Benny Harris used to come over to Monroe's Uptown House, played with a mute, his favorite tune was 'How High the Moon.' So every time Benny would walk in, I knew that we would have to play 'How High the Moon'" (Patrick 1983, 164).
[2.6] Benny Harris apparently used the start of Parker's solo on "The Jumping Blues," which he recorded with the Jay McShann Orchestra in 1942, for the beginning of "Ornithology." (25) Although this is the standard explanation for the beginning of the tune, the melodic idea is one that appears in the Kansas City scene, appearing at least as far back as Lester Young's well-known 1936 solo on "Shoe Shine Boy" and on other recordings as well. (26) Example 6 is a chronological sample of some significant appearances.
[2.7] The top staff, Example 6a, shows the relevant bars from Young's "Shoe Shine Boy" solo. Example 6b is a transcription of the beginning of Parker's first extant recording: a solo alto saxophone medley of "Honeysuckle Rose" and "Body and Soul." (27) ) The relevant passage from "Shoe Shine Boy" appears as Example 6a. Using the same saxophone fingering, Parker plays the tail of what becomes the "Ornithology" idea at the beginning of the "Honey & Body" recording from early 1940 (Example 6b). (Example 6c, for comparison, shows Owens's abstraction of the idea as M. 2B in his formula list.) About two and a half years after recording "Honey and Body," Parker recorded "The Jumpin' Blues" solo on July 2, 1942 (Example 6d), a phrase that combines the beginning of the fragment first heard in Young (Example 6a) with its tail, first heard in "Honey & Body" (Example 6b). Note that the keys are all consistent (concert F), and the "Ornithology" lick is now set in place with the "Jumpin' Blues" solo. Of course, I am not claiming that the "Ornithology" opening was arrived at methodically through these occurrences, but rather their association is suggestive of the opening taking shape.
[2.9] About six months after recording "The Jumpin' Blues," Parker joined the Earl Hines Orchestra (December 1942). Harris was also a member of the band, and became fascinated with the Parker "Sepian Bounce" solo, as reported in Feather (1977, 26) . He probably became aware of the "Jumpin' Blues" solo at this time as well, as it was recorded at the same session as "Sepian Bounce," and may have been experimenting with it compositionally. Harris was later performing with Coleman Hawkins, and the la er player may have picked up the "Jumpin' Blues" lick from him, as shown in Example 6e. Later, Hawkins, perhaps continuing to be interested in the lick, used it for the outchorus of "Hollywood Stampede" (Example 6f), where it is varied accordingly through the circleof-fifths progression of "Sweet Georgia Brown."
[2.10] It was also around this time, the early 1940s, that Harris was frequenting Monroe's Uptown House and, as we have seen, was fascinated by "How High the Moon." At some point, Harris may have been inspired to take the "Jumpin' Blues" lick and apply it to "How High the Moon" changes rather than the "Sweet Georgia Brown" changes heard in "Hollywood Stampede." However, because "How High the Moon" was being performed in concert G major, Harris needed to change the key, thus transforming the "Jumpin' Blues" lick in F into the "Ornithology" lick in G (Example 6h). (32) [2.11] Parker, meanwhile, continued to play variants of the "Jumpin' Blues" idea in F, as heard in the "Billie's Bounce" solo of November 26, 1945 (Example 6g). When we first hear him playing "Ornithology" at the Finale Club in February-March of 1946, the beginning of the piece is finally set. (33) Thus, it's probable that Parker, if he had a hand in composing the "Ornithology" melody at all, had worked on it with Harris before traveling to Los Angeles in December of 1945, and the beginning of the piece may have been determined as early as 1943. [2.14] Finally, to complete the tune, the composer(s) needed to work up the remaining five bars of the form, i.e., the half cadence set up by mm. 12-16 in the first half, and (on repeat) the full cadence in mm. 28-32. We hear the first a empts at the Finale Club performance of February or March, 1946 -material that proved unsatisfactory. The cadences to the first half may have been partially planned, as Davis and Parker each play the same ascending figure to D5 before Parker improvises the turnaround. In the second half of the performance of the head, the cadence appears to be improvised before pianist Joe Albany plays repeated Ds to introduce Parker's solo. (As the recording is a fragment, there is no out-chorus.)
[2.15] The studio recording of "Ornithology" was made around the same time as the Finale Club performance, on March 28, 1946. (35) In this recording, provided in Audio Example 1 and transcribed in Example 9, a call-and-response triplet figure is initiated in m. 12, which is answered by the piano in m. 14. The first time through the tune, the pianist improvises the turnaround through mm. 15-16. The second time through the tune, in mm. 28-32, the triplet figure is passed among the players without alteration and with no definitive cadence.
[2.16] The triplet-figures themselves are a mystery. They weren't present at the Finale Club recording, and so perhaps the musicians worked out the idea at the session itself, with Parker's direction or at least acquiescence. Koch refers to the triplets as "the difficulty in this tune" (1999, 90), while Henriksson calls them "aesthetically unpleasing" (1998, 136). As Sturges points out (2006, 10-11), the repeating triplet figure is not idiomatic to bebop style and is effective only if there are several players trading it off. It's especially bland with only one player taking the melody. (36) [2.17] Nonetheless, the earlier version of the piece with the triplet figures continues to circulate widely. It appears in the tune's first publication (Parker 1948, 6 (38) [2.19] Between March of 1947 and May of 1948, the endings of each half of "Ornithology" were rewri en. These revisions can be first heard on a Parker performance made in Washington, D.C. on May 23, 1948. (39) At the presentation of the theme, Parker continues to play the triplets for the first half of the tune, while for the second half he plays the revision. On the out-chorus, Parker plays the revised version for each half. These revisions are shown in Example 10,with a recording in Audio Example 2.
[2.20] Example 10a (top system) shows the half-cadence that ends the tune's first half, and Example 10b (bo om system) shows the authentic cadence that ends the tune's second half. (40) With the changes taken from "How High the Moon," it's evident that the harmonic rhythm doubles for the final cadence with the tonic arriving at m. 31; this contrasts the one-bar harmonic rhythm that leads to the half cadence in Example 10a. Parker, then, essentially negotiates the chromatically descending chord progression twice as quickly in the second half, and as such the top line F -F-E-E -D descends more precipitately to set up the GM I chord at m. 31.
[2.21] In the second half (Example 10b), the descent of the piece's primary line ( --) is clarified by the interweaving of the arpeggiations through the chromatic chord progression. (41) This interweaving places the primary line's final descent squarely on each bar's downbeat, thus imparting a finality that obviates a code a or other extension to conclude the tune (aside, perhaps, from a brief drum fill). (42) The large-scale voice leading that ends the first half is less clear, but a Schenkerian -// --interrupted form may be inferred with the interrupting /V occurring at mm. 15-16.
As mentioned at the beginning of this discussion of "Ornithology," it is unclear who created the revision that Parker played for the remainder of his career. I would suggest that the precision of the voice leading points to Parker as the reviser of the tune. Increasing that probability considerably is the occurrence of a particular rhythmic figure in the first ending: a four-note pa ern bracketed in Example 10a, mm. 13-14, then again in mm. 15-16. (43) This standard Parker formula is found in many of his compositions. The first part of the tune, on the other hand, contains none of the Parker syncopations that are characteristic of his pieces. Certainly a key improvement Parker brought to the revision is an outstandingly clear voice leading of the melody for the cadence of each half, giving the tune the snappy ending that has helped define it ever since. show just how Parker modified the originals so that they work more smoothly in the context of the new song. I also review the historical circumstances, some of them necessarily speculative, behind the creation of "Suede Shoes," adding details based on recent research.
Parker Borrows and Reworks
[3.4] Pages from the published sheet music of "Pedro Gomez" and "Le petit cireur noir" appear in Examples 11 and 12, respectively, with accompanying recordings in Audio Examples 3 and 4.
Parker used the basic melody of "Gomez" for the "Suede Shoes" A section and for the B section adapted the verse of "Cireur," as can be heard in Audio Example 5.
[3.5] Let us begin by examining the "Suede Shoes" A section and its relationship to "Gomez" by way of Example 13, which is based on Baudoin (2006, 92). For ease of comparison, Baudoin puts all the pieces in C major, and my discussion will also assume this key. (47) In the original recordings, "Suede Shoes" is in E , and the DO-RE-MI trio performs "Gomez" in C and "Cireur" in G. (As seen in the reproduced pages of the publications, "Gomez" was published in F and "Cireur" in C.)
[3.6] The A sections of "Gomez" and "Suede Shoes" correspond quite closely, but with interesting changes. In place of the I-V-I chord alternations of "Gomez," Parker introduces the more jazz-like circle-of-fifths vi7-ii7-V7-I pa ern. Parker's melodic pickup (G4-C5-E5) leads to D5 on the downbeat of the tune as opposed to Giraud's pickup (G4-A4-B4), which leads, somewhat anticlimactically, to the tonic C5 at m. 1. Shoes." These melodic changes may be motivated by Parker's superimposition of vi7-ii7-V7-I in place of the basic I-V7 alternation in "Gomez." The busyness emerges from the voice-leading detail of mm. 1-4 that appears in Example 14.
[3.8] At level a of "Suede Shoes," we see a smooth ----that fits comfortably over the vi7-ii7-V7-I progression and introduces the primary tone as a syncopation into m. 2. By contrast, in "Pedro Gomez" level a shows ------, a more complicated melodic plan in which the voice leading does not proceed regularly bar by bar, as in "Suede Shoes," but irregularly, sometimes in two beats, other times in four beats. Moreover, Parker's vi7-ii7-V7-I pa ern, while remaining basic, is more compelling than the simple I-V-I alternation in "Gomez."
[3.9] The busyness of the "Pedro" melody in mm. 1-4 is also a product of the harmonic rhythm of mm. 1-4 with its two beats of C, two beats of G, then four beats of C, that is with a harmonic rhythm that does not maintain two-or four-beat durations. In Parker's revision, a smoother twobeat harmonic rhythm obtains throughout. (Baudoin omits the Am7 on the third beat of m. 4 in "Suede Shoes," which would maintain the two-beat harmonic rhythm with complete consistency.)
[3.10] Perhaps the most memorable part of the "Gomez" A section is its lead-up to the cadence beginning with the syncopation of the G5 in m. 6 followed by the descent to C5 as , as shown in Example 13. Here, Parker copies the original melody exactly but for the addition of one note. However, he simplifies the chord progression, substituting a circle of fifths in place of the chromatic dominant ninth chords of "Gomez." The vocal harmonies of the "Gomez" recording project these ninth chords a ractively and are reminiscent of barbershop quartet harmony, but the circle-of-fifths substitute used by Parker maintains and slightly extends the vi7-ii7-V7-I progression. He accomplishes this by moving to iii7 (Em7) at m. 6 (in effect, a deceptive cadence coming off the V7 in m. 5), and then substituting A7 (V7/ii) in m. 6, beat 2, in place of the vi7 (Am7), as established in m. 2. The circle-of-fifths pa ern is more convenient to improvise on and maintains the underlying vi7-ii7-V7-I progression of the opening.
[3.11] The chromatic descending progression of "Gomez" in m. 6 is more complex than Parker's revision in "Suede Shoes," because it can be viewed as created by tritone substitutes of an extended chromatic circle-of-fifths progression: B7-E7-A7-D7-G7-C becomes (in "Gomez") F7 (i.e., tritone sub of B7)-E7-E 7 (i.e., tritone sub of A7)-D7-G7-C. Parker's modification of this harmonic pa ern remains entirely diatonic with the exception of the A7 chord (V7/ii). Hence, Parker, the chromatic bebopper, ironically transforms the original-a work in the domain of popular music-into a more diatonic jazz standard.
[3.12] Interestingly, the wri en introduction to "Gomez," as seen at the top of the sheet music of Example 11, even shows a blue note in addition to a tritone substitute. The introduction essentially repeats the catchy lead-up to the cadence in the tune itself, but ends on a half cadence rather than an authentic cadence. The introduction appears in Example 15 in more modern notation and with the chords wri en out, in both F and C.
[3.13] The blue note would be A on beat 3 of m. 2 in the F version and E on beat 3 of m. 2 in the C version. The tritone substitutes of the V7/V chords appear at those locations as well. Neither Parker nor the DO-RE-MI trio uses this half cadence as shown in the sheet music; but as presumably wri en by Giraud for the publication, it shows the influence of jazz harmony on "Gomez."
[3.14] In the B section of "Suede Shoes," Parker modifies the "Cireur" verse more dramatically than he did with the A section of "Gomez," as shown in Example 16 (which is based on Baudoin [2006, 92] ). (48) The second section of "Suede Shoes" is the piece's bridge, although it cadences to the tonic rather than the half cadence or similarly functioning progression that typically connects bridge conclusions to A-section beginnings.
[3.15] The chord progressions between the pieces are virtually identical, and the melodies each follow a descending sequence with mostly the same notes. In each, the descending voice-leading pa ern of each four-bar phrase proceeds in thirds: (C5-A4)-(B4-G4)-(A4-F4)-(G4-E4), but with differing details. Parker articulates a lower voice F4-E4-D4-C4 (on the "ands" of the third beats in
mm. 1-3, etc.), which be er sets up the cadencing C4 in the second phrase (m. 8) than in "Cireur": the French tune arrives at the C4 in m. 8 more abruptly because the lower voice isn't present. In "Cireur," the ends of each one-bar subphrase fall on the bars' downbeats. This is appropriate for the function of the section, i.e., as a verse se ing up the chorus: the rhythmic closure on each downbeat prepares the more continuous and sustained melody heard in the five-bar chorus that follows.
[3.16] Parker makes other telling changes in his adaptation of the "Cireur" verse to the "Suede Shoes" bridge. First, he delays the melodic pa ern by two beats so that the repeated eighth notes are now on the bars' downbeats. This change propels the rhythm forward and replaces the more halting and segmented rhythm of the "Cireur" verse. Secondly, in place of the one-bar sequential pa ern of "Cireur," Parker modifies the first and second bars, introducing a small, but Parkeresque syncopation between the bars, which effectively cancels out the one-bar pa ern of the original and creates a longer sense of phrase. By then stopping the melodic motion in m. 4, the longer four-bar pa ern is confirmed, while m. 4 of "Cireur" continues the same rhythmic pa ern as the preceding bars. The second four bars of Parker's B section repeat the first four bars, but cadence to , as does "Cireur."
[3.17] Although the melodic and harmonic comparisons alone show convincingly that Parker appropriated Giraud's songs to create "Suede Shoes," further supporting evidence is gleaned from Parker's title. The lyric of the first verse of "Le petit cireur noir" is:
I don't much like suede shoes, 'Cause suede shoes can't be shined. If all day I see suede shoes, I can't work, can't earn my bread. (49) [3.18] Parker may have misremembered the title or may have felt that "suede shoes" was more memorable than "shoeshine boy." He does keep the title word "li le," but changes it to apply to the shoes and not the boy. But there's another possibility: Baudoin and Corrège mention (2006, 90-91) that DO-RE-MI had another hit, also wri en by Giraud, that was called "Mes petits souliers" ("My Li le Shoes"). Parker may have merged the lyric of "Cireur" with the title of "Souliers." He also may not have wanted his tune confused with the jazz standard "Shoe Shine Boy," (50) and it's very unlikely that he wished to call a ention to the shoeshine boy's being black. 
Parker Composes on the Spot: "Red Cross" and "Blues (Fast)"
4A. The Revision of the Bridge of "Red Cross"
[4.1] "Red Cross" is a rarity among Parker compositions, for it is one of two pieces that we can hear him altering in the studio while recording (the other being "Blues (Fast)," the final piece discussed in this paper). Ross Russell, although not present, recounts how the tune came to be:
Less than twenty minutes of studio time remained. No one had thought to bring along any original material that might serve their purpose. Could someone suggest anything to record?
Charlie could. From his bag of melodies he played a figure based on "I Got Rhythm." He had dozens of them. The others worked for a few moments to master the line. It was run down and timed, and a trial recording was made. The tempo seemed a shade slow. Hal West [the drummer] forced the pace a bit, and the musicians tried it again. The second playback was entered into the studio log as acceptable. Charlie offered the title "Red Cross," not in memory of the samaritan organization but after a man named Red Cross who traveled with Billy Eckstine as a personal valet. The final take of "Red Cross" was completed as the third hour ended. (Russell 1973, 169) (56) [4.2] If Russell's story is sufficiently accurate, then "Red Cross" was a last-minute addition to the session, recorded to complete the standard four-tune group, and Parker thus composed it at the session. This would account for the bridges of the two takes being different, the second being a marked improvement on the first.
[4.3] Parker was able to compose "Red Cross" quickly in part because he based the piece on a repeated "mop mop" figure that was apparently common in Kansas City jazz circles. For example, we can hear Parker playing the figure in a selection known as "Three Guesses," which was recorded at the same 1943 jam session referenced earlier regarding Parker's quotation of "Shoe Shine Boy." (57) The "mop mop" quotation is shown as Example 17 and Audio Example 6.
[4.4] "Mop mop" even duplicates the spondaic rhythm of the words "Red Cross," which probably helped motivate the title of the tune along with the tribute to Bob Redcross. The tune is also rare among Parker non-blues compositions, insofar as both the A and B sections are based on riffs, perhaps necessitated by the brief amount of time remaining for the session. Example 18, adapted from Martin 1996 (43), (58) shows the A section and bridges of the first and second takes with recordings in Audio Examples 7 and 8.
[4.5] The A section of the tune features a variation of rhythm changes with a move to a II (B major) harmony in m. 6, essentially a composed sideslip that is not observed in the improvisations.
Improvising on this harmonic variation may have required more practice time than was available. The II harmony itself might be viewed as a tritone substitute of the V, but appears as a major, rather than dominant seventh chord. (59) [4.6] The move to II also introduces the blue third (D ) into the piece, but by appearing as the 9th of II, it sheds much of its bluesy quality. The rise to the D 5 suggests that the A section features a --primary line, itself another fascinating characteristic of the tune. Not only is such a primary line unusual, but it also features a prominent blue note harmonized so as not to be blue. (60) [4.7] The A section can be seen as built on two motives, labeled X and Y in Example 18. Motive X is the dyadic C-B , while Y is the octave B 4-B 3 that introduces "mop mop." Although "mop mop" is obviously a principal motive of the tune, neither Parker nor the other soloists reference it in their improvisations.
[4.8] Example 18 also compares the two bridges, showing the voice leading that underlies Parker's improvement in take 2. Because Parker was a sideman on the session, Grimes may have requested the emendation; but it remains clear that Parker was more comfortable playing the take 2 bridge, as his performance is more exact and he doesn't lose time as the bridge proceeds. In the second bridge, the voice-leading connections proceed smoothly, with virtually all the notes in each figure proceeding stepwise to their customary notes in the circle-of-fifths voice leading. This is partly because the figures in the second bridge are strictly sequential, whereas they are not in the first bridge. Example 19 explores how the bridges differ. Thus, not only is the original figure awkward to begin with, but Parker also doesn't seem comfortable in following its sequential changes through the circle of fifths. The result is that the overall voice leading is unclear.
[4.10] Example 19(b1-b5) shows how Parker improves the bridge in take 2. The lower part of the opening idea is changed from G-F -E to G-E-F , placing the third of the chord on the beat and not allowing the E as ninth to hang. Moreover, the G-E-F creates a bebop-style enclosing-note figure that concludes on the beat, which makes the leap upward to the root of the chord (D5) a consonant sixth entirely within the D7 chord. The result compares favorably to the more awkward downward leap of a seventh in the first take. Parker then treats each transposition exactly. He does make one elegant change in the sequence, however: in the last bar of the bridge (Example 19(b5)), the F5 of the previous bar is altered to C5, a variation that creates a motive X connection back to the A section.
[4.11] Because "Red Cross" was Parker's first commercial recording of a rhythm changes improvisation, it is indeed a bonus that it was also his own composition. As detailed in Martin 1996 (44-48), Parker's two solos both work well, but the second projects an a ractive bluesy quality missing in the first take. Parker arrived at the session without the composition in hand, and even though this must have annoyed Granz to no end it permits us to hear Parker composing from take to take, developing the work as he continued to record. Granz was so unhappy with the session that the material was not released until after Parker's death, yet in fact Parker and the group play quite well on "Blues (Fast)" as well as on the other two tunes recorded, "Star Eyes" and "I'm in the Mood for Love."
[4.13] We are fortunate that ou akes from the session were recently discovered, which provide us with a comprehensive overview of how "Blues (Fast)" was created. (63) Currently available are nine takes that preceded the released master, take 12. Takes 9 and 10 are still missing, while take 11 exists but with no music, only studio cha er. As the sequence of ou akes shows, Parker was feeling his way through this piece, intending from the start to create a blues with three similar fourbar phrases.
[4.14] Example 20 presents transcriptions of the ou akes. As seen in Example 20a and Audio Example 9, the significant initial idea on take 1 is a repeated turning figure, labeled motive T (for "turn"), that emphasizes the 7th and 9th of the B major tonic harmony. [4.18] In takes 3 and 4, Parker begins with T, then extends it through mm. 3-4 to create a four-bar phrase. This pa ern of T followed by Extended-T is repeated twice, creating a three-phrase blues form that Parker thought of highly enough that he plays it in both takes 3 and 4. A nice detail of the four-bar phrase is that the A3 is on the first and third beats in the motive T statement (m. 1), but C4 is on the first and third beats of mm. 3-4. This is because of Parker's shifting of motive T relative to its placement in the bar. Still, the tune is quite minimal: it has only three notes and two ideas (T and Extended-T); was it finally set? . (65) In take 5 the tune is crisper: Parker keeps the four-bar phrase as consisting of two motivic statements, but shortens the first, syncopates its ending, and moves it back a beat. This puts the C4 on the downbeat for both motive T′ and extended-T′ and creates a pickup to m. 1 that's longer than the C4-B 3 at the downbeat. This plan must not have worked for Parker, as he cuts off the take before even completing the 12-bar theme. He revises motive Extended-T′ by lopping off its first five notes; hence the downbeat of m. 3 is not articulated and each part of the phrase is about the same length. Hence, I'll call the second part of the phrase simply T″. Parker thought well enough of this final adjustment of the double-motive-T phrase that he keeps it for three takes. Note, however, that the theme still has only three different notes.
[4.22] The takes permit us to hear the band working up an ending for the recording itself. The final version of the ending appears in take 8, as shown in Example 20f and Audio Example 13. This decisive and elegant line begins as motive T, then expands gradually into the tritone B 3-E 4 in the final bar. The same ending figure appears in the master (take 12).
[4.23] Did Parker revise the tune gradually into the master take or was it a sudden inspiration? Perhaps takes 9 and 10, which might answer that question, will eventually be found, but otherwise there's no way to know. What we do know is Parker (and presumably Granz) continued to be unhappy, so the tune, momentarily set in takes 6, 7, and 8, was discarded and we hear the final as shown in Example 21 and Audio Example 14. Notice also how Parker varies the key F-C fourth that ends each phrase: the F4 is in a different rhythmic position each time, and phrases one and three proceed from the F4 to C4, while phrase two retains the F4. (66) [4.26] At the end of the solo, Parker does not return to this opening theme but instead proceeds to the ending with the figure first worked out in take 8 and shown in Example 20f. This ending was probably retained in takes 9 and 10 (assuming they were complete takes). With take 12, the piece was finally set and the players were ready to move on to the next pieces to be recorded.
[4.27] With "Blues (Fast)," we hear Parker develop an initial idea into a final plan. He began with motive T, a simple turn figure that emphasized the and of the B major scale over a B major tonic (Example 20a). He then proceeded to treat motive T in several ways. He moved the figure around the 12-bar blues grid so as to gauge its rhythmic effect relative to different parts of the bars and the form. He experimented with variants of T, then combined these variants, expanding and contracting the material while shifting it rhythmically.
[4.28] As the takes wore on, however, the relentless focus on three notes and variations of motive T proved unsatisfying, either to Parker or to Granz or to both. On the final take, Parker tried something different: he imbedded motive T into three larger phrases. In effect, T was relegated to secondary status, less prominent than the syncopated B 4 beginning each phrase or the T-CF idea ending it. Ultimately, Parker determined that the three-note motive T was insufficiently strong to sustain the tune by itself.
[4.29] The general character of "Blues (Fast)" is also notable. A blues that repeats the same phrase three times (creating an overall aaa form in place of the more conventional aab) naturally imparts a feeling of stasis, but the larger-scale design heard on "Blues (Fast)" reinforces the stasis. Each phrase begins with a B 4 that is disconnected from the remainder of the phrase. Retaining mentally the B 4 at the top of each phrase with the F4-C4 that ends it results in an overall contour of descending fourths, B 4-F4-C4, which creates an intriguing tension with the thirds-based chords that typify conventional blues changes. This plan leaves the piece with no large-scale melodic progression to a cadential goal, a design that recalls Parker's signature aaa blues, "Cool Blues."
[4.30] The unse led tonal quality of the B 4-F4-C4 fourths projected overall reflects the unusual tonal quality of motive T itself, with its emphasis on the 7th and 9th of the tonic triad, as shown in Example 22a. That quality in motive T can be contrasted with a famous turn motive that is solidly tonal, the opening of the Brahms Clarinet Quintet, op. 115. In the la er piece, the turn figure begins and ends on the fifth of the tonic triad (Example 22b).
[4.31] Although Parker completed a successful final take of "Blues (Fast)," Granz, displeased, shelved the session and moved on to other projects with Parker. And yet, despite the laborious sequence of takes, the master take of "Blues (Fast)" has an a ractive open-ended character that fits well into Parker's late work, where modest thematic material suffices to generate an effective performance.
Conclusions
[5.1] Martin 1996 concluded, somewhat surprisingly, that Parker, despite his reputation as experimental and progressive, was a tonally conservative improviser, careful to resolve harmonic upper extensions and non-chord tones, and routinely tying up loose ends in the voice leading. The same may be said for his compositions, where we found that whenever the chosen harmonicformal frame would suggest functional voice leading, Parker ensured that his melodies followed suit.
[5.2] The search for greater tonal coherence was evident in his earliest rhythm-changes composition, "Red Cross." There, the bridge on the first take displayed a variety of problems, chief among them awkward voice leading and unconvincing sequences. In the second bridge, Parker solved these problems by adroitly changing the motivic figure to be melodically more straightforward, and then treating it in exact sequence.
[5.3] "Ornithology" was revised at least a year and a half after it was wri en-a unique occurrence in Parker's oeuvre-and so it remains particularly interesting. It's not clear how much Parker had to do with the tune's original composition, and although there is no way to untangle definitively how much of the original was his and how much was Benny Harris's, Parker seems to have appropriated the composition as his own and, unhappy with the ineffective triplets, probably wrote the revisions. For the first ending, he applied one of his familiar rhythmic formulas, and then, for the tune's ending, developed its basic idea into an arpeggiated figure to create a satisfying melodic progression toward the final /I. That /I is so squarely and securely approached that performances generally avoid tags or code as and instead end right on the last note of the tune.
[5.4] For "My Li le Suede Shoes," Parker adapted the melodies of two French popular songs, but his alterations to them improved their melodic profiles. At the same time, he reworked the rhythm of "Le petit cireur noir" to make it function more effectively as a bridge and refined the voice leading of both tunes so as to unify them into a single statement. While there is no question that Parker borrowed blatantly from the songs in question, his skillful blending of them amounts to a recomposition. There, Parker showed sensitivity to the needs of song sections, and so made the necessary changes to create an AABA form out of song parts that had no such original structure.
[5.5] Parker's modification of the verse of "Cireur" to create the bridge of "Suede Shoes" is evidence of his innate feeling for craftsmanship and his understanding of how a song's sections fit together. In general, a song's verse functions quite differently than a bridge although each provides a foil to the A section of a song's chorus. With a verse, the melodic content should accumulate energy to set up the chorus, which in turn acts as a release of that energy. A bridge, on the other hand, itself feels like a release of energy, and indeed "release" was a common term in the first half of the twentieth century for what is now more routinely called the bridge. Psychologically, a bridge is a span that connects two points and the verse a preparation that sets up a goal. When Parker reworked the insistent one-bar sequences of the verse of "Cireur" into the two four-bar phrases of the bridge, he effectively imbued the "same" music with a different psychological function: the larger phrases of Parker's bridge discharge energy, creating a musical statement that connects the A sections more effectively than the halting one-bar pa erns of the original as a verse. The la er,
alternatively, by accumulating energy and se ing up the chorus as a goal, works well in Giraud's original song.
[5.6] "Blues (Fast)" affords us a unique opportunity to hear Parker compose from scratch. He began with motive T, recording with the intention of repeating it through the 12-bar format. Large-scale voice leading in such a piece's overall plan is usually not pertinent, given the repeating nature of the composition's phrases; and so, in the first few takes, the highly circumscribed motive T projected no particular voice-leading lines, but was conceived as an oscillation emphasizing and of the tonic triad. As the session wore on, however, the restriction to three notes proved unsatisfying. As Parker composed via recorded revision, he ultimately became more traditional, finalizing a three-phrase blues with the phrases alike but not identical. Rather than rigidly maintain the idea he began with-an idea that hinted at the minimalism heard in at least one other Parker tune-Parker chose to connect more solidly to the blues tradition. (67) Parker folded motive T into three larger phrases, feeling that it should participate in each phrase rather than dominate it. This decision improved the overall melodic interest of the piece, increasing its feeling of expansiveness.
[5.7] Most of the time, Parker seems to have been satisfied with the material that he brought to the studio, however last-minute it may have been wri en. When he did revise, Parker worked with his material until it achieved overall balance and rhythmic precision; and in works with tonal chord changes, he made just those modifications necessary to improve its voice leading. As Parker succinctly put it, "ever since I've ever heard music, I thought it should be very clean, very precise, as clean as possible, you know?" (68) Similarly: "It's just music. It's trying to play clean and looking for the pre y notes" (Levin and Wilson 1949, 70). Parker's compositions and improvisations thus aim for elegance of design ("clean," "precise"), which in early bebop style would include the voiceleading clarity that supports melodic fluency; in all cases, his revisions provided greater tonal coherence and respect for the tradition.
[5.8] Parker left so few manuscripts, probably because he mostly composed in his head and then wrote out what he needed to, often as a trumpet part. This is in keeping with the stories related and manuscripts shown in this essay's introduction, and is also reasonable given Parker's exclusive focusing on small forms, in which conceiving of eight or twelve bars at a time without resorting to manuscript is manageable. For complete 32-bar pieces, which were more common earlier in his career, I expect that Parker was more likely to work on paper and prepare in advance. (69) [5.9] Interestingly, the quest for melodic originality can be glimpsed in even so casual a composer as Parker, since he tended to avoid his most characteristic or elaborate improvisational formulas in his composed pieces. (70) He may have done so because these formulas are in some sense already compositions, well known to his listeners. And yet specific compositions, whether Parker's own or someone else's, may have inspired in him motivic or formulaic associations as part of the improvisation. That is, Parker would often couple specific formulas to specific works. As a result, Parker's listeners could expect to hear not only the pieces he recorded, but also the motives, improvisational formulas, or strategies associated with them. (71) [5.10] So how did Charlie Parker compose? In his art, working in the moment was paramount. Parker's creative spark flamed most brightly in real time, when he functioned best. This modus operandi bucks our usual conception of the compositional process, i.e., that it does not typically take place in the moment, but rather involves an extensive working and reworking of the material until the result fully satisfies. Such a process involves moments of spontaneity and flashes of inspiration (and indeed sometimes composers do dash off works quickly), but much of the work is the grind of editing and improving, particularly if the composition is large-scale or if traditional forms are extended or superseded. Under such circumstances, Parker's foregrounding of spontaneity goes against the grain of standard compositional processes, a scenario that underlies the usual view of improvisation and composition as polarities. Parker composed only in the most basic song forms, did not particularly concern himself with original chord changes, and was not given to refining compositions over time. To further complicate the situation, his pieces were sometimes directly improvised, entirely overturning the idea of a composition as a planned-inadvance work. All in all, Parker's methods for composition occasionally conflict with the traditional view of how a composer composes. [5.11] Rather than faulting Parker, it seems be er to admit that jazz composition brings an added complexity to the concept of composition, necessitating a rethinking of what it means to be a composer. While it would exceed the purposes of this paper to veer into a detailed ontology of jazz composition along the lines intimated earlier in this paper [1.12ff], let me outline some points relevant to Parker as composer.
[5.12] Recall that jazz composition can broadly be divided into larger-scale works, smaller-scale works intended for improvisation, and directly improvised works. While the first two types are fairly straightforward, directly improvised works are more problematic. Here, the issue of intentionality is particularly germane, for the creator(s) of a musical work would probably think of it as a composition if future performances were intended, even if the work was improvised rather than notated. (72) Recording the improvisation is a way to preserve it outside of notating it. A recorded improvisation as such may acquire compositional a ributes if its creator or others recreate it in some fashion, i.e., by learning it, rearranging it, transcribing it, or performing it, thus giving that recorded work the potential for future existence as a composition. Frank Tirro may have been the first to argue explicitly that once recorded improvisations were notated, they could be analyzed as if they were compositions (1974, 302-05), although such analysis had been presumed for sometime, as can be seen readily throughout jazz history via record reviews. There is also the possibility that a recorded improvisation may straightaway be designated as a composition despite any future intentions regarding performance, as we have seen with Parker's "Bird of Paradise." (73) That is, once the piece (even if entirely improvised) is fixed by its recording, it can be viewed by its creator as a composition even if there are no immediate plans for its recreation or performance.
[5.13] The Library of Congress required Parker's publishers to submit wri en deposits for pieces that had been recorded improvisations, thereby reflecting the traditional Western understanding of composition as based on notated scores. For Parker's pieces, the manuscripts submi ed were often transcribed from the original recordings. The accuracy of the L. C. deposits was not an important desideratum for the publishing companies copyrighting the work; as long as some semblance of what Parker played was on paper, that was fine, for the recording best represented what was understood as the composition.
[5.14] Adding to the complexity of intention regarding the designation of a work as a composition, note that other artists often appropriate a recorded improvisation and then transcribe or perform it, irrespective of the creator's intentions. The very act of doing so fixes the improvisation further. A well-known example is the group Supersax, which transcribed and arranged Parker solos for performance by saxophone ensemble and rhythm section. (74) Also consider vocalese, i.e., a form of jazz singing in which lyrics are crafted to previously recorded instrumental improvisations. (75) Each of these activities further reifies a recorded improvisation as a composition, but, interestingly, one in which the status of the original creator is unclear since others have used, augmented, or altered the original work. In such instances, the work's creator may lose control over the creation, while its compositional profile increases through the activity of others who may have had nothing to do with the original creation of the piece. (76) [5.15] As with conventional Western compositions, jazz compositions can be rendered in traditional scores, i.e., as notated pieces. But as we've seen with Parker's recorded improvisations, the "score," should one be necessary for copyright or future performance, may need to be transcribed, and the transcription may be more or less accurate, depending on its purpose. (77) The question then arises: what is the transcription of? Much discussion regarding jazz ontology recently has emphasized its lack of fixity in performance, locating its essence in the ongoing act of creation through improvisation, etc. (78) Although I am certainly sympathetic to the idea of jazz defining its own space outside of the sphere of the traditional Western concert-music practice, I would submit that a jazz composition, when intended for future performance, has a certain fixity that is reminiscent of the traditional composition as embodied in its autograph score. For example, note that Parker revised "Ornithology" and played the revision for the remainder of his career. Further, it is difficult to deny his borrowing from the Giraud songs to create "Suede Shoes." Without a certain fixity, a certain "thingness" in our conception of the original piece, such discussions of "revision" or "borrowing" would be meaningless. 1. It is a premiere recording.
2. The composer is present.
3. The composer is one of its performers.
4. The composer is the leader, music director, or producer of the recording.
5. The recording eventually becomes popular (usually relevant only to major artists).
Not all desiderata are present at all times, of course. In the case of Parker's "Ornithology," the studio recording satisfies all five. In fact, the discussion of the four compositions in this paper presumed their authoritative recordings as the basis for analysis. It would have been irrelevant to cite other artists' performances of these works for the purposes of studying Parker's compositional processes. However, "Ornithology" is an interesting special case, as Parker's revised version arguably overrides the authority we would normally afford the studio version.
[5.17] Thus Parker's compositions-whether traditionally wri en or improvised-invite us to broaden our conception of composing itself. We ought to conceive of Parker as a non-traditional composer-perhaps the first important such composer in the jazz tradition. Parker mostly created his works at the last minute or even at the recording studio rather than during a period of quiet reflection and revision. Because of this approach, many works have unusual histories and inhabit unorthodox categories relative to their identities as pieces. Parker's blurring of composition and improvisation recalls Solis's insightful discussion of repetition culminating in the idea of "comprovisation" and "improvosing" as examples of how these supposedly disparate activities can be conflated. (80) As detailed by Solis (and coming from the other side of the fence, as it were), Monk's solos will sometimes repeat blocks of material, and as such can take on the fixity we usually a ribute to compositions. (81) [5.18] Parker's image as a non-traditional composer can be related to the general conception of bebop style that helped reposition jazz from its foundation in popular culture into a musical genre more allied with the fine arts (in some substyles [5.19] Given the polarity between traditional composition and the new perspective seen in Parker's bebop approach, there are three paradoxes that come to mind. These should not be thought of as contradictions resulting from fuzzy thinking or ina ention, but rather as tokens of the complexity of the issues at hand, in which different conceptions of and approaches to the compositional process are in dialogue with one another.
[5.20] First, Parker by doing "less" than what was expected of the traditional composer could be understood as not valuing the European idea of composition; and yet Parker at the same time was extending this idea. His overall approach to the process-might we suggest "high-modernist" in addition to Afrological?-can be seen as leading to the conceptualizations of a Charles Mingus or Orne e Coleman, and eventually to the avant-garde groups of the 1960s and 1970s. (83) Here, spontaneity was indeed paramount and the European conception of composition not always relevant. A corollary of this paradox is that Parker was flouting the traditional model of the composer-as-artist even as the bebop players in general were raising the profile of jazz musicians as artists.
[ [5.25] Unfortunately, Parker was never able to study Western composition or commission works in the concert tradition. Still, the stories make it clear that Parker admired this repertory and wished to emulate its composers while, paradoxically, he was expanding their overall approach.
[5.26] The third paradox involves how Parker approached revising his work. There, although Parker was extending the conception of Western composition into experimental domains that became significant in the later 1950s and afterwards, his approach to revision was traditional. (87) In "Red Cross" and "Ornithology," we see him improving the pieces in order to smooth the voice leading of the harmonies, harmonies that are solidly in the tonal-functional tradition. The minimalism evident in the first takes of "Blues (Fast)" becomes transformed into a more conventional three-phrase blues for the master take. In general, the study of Parker's compositions enables us to distill the essence of bebop style while gaining insights into his understanding of tonal music as a whole.
[5.27] Jazz partakes of varying mixtures of folkways, popular culture, European formal traditions, world-music influences, and avant-garde statements, depending on substyle. Parker's work acknowledges much of this gamut, ranging from popular songs ("Now's the Time," which bears comparison to an important hit of the era, "The Hucklebuck") to avant-garde conceptions (the "Ko Ko" head) to experimental fragments ("Constellation") to an almost public-domain conception of intellectual property common to folk culture ("My Li le Suede Shoes"). Parker's first rhythm changes tune, "Red Cross," also acknowledges folkways in its appropriation of the "mop mop" idea heard in Kansas City jazz circles. In Parker's musical apprenticeship in Kansas City, as in communal societies more generally, materials, themes, and ideas would float freely among the performers and could be thought of as common currency. That Parker was connecting to this folk tradition despite the growing artistic profile of jazz musicians in general and bebop musicians in particular is yet more evidence of his varied compositional practices. Through the course of his career, Parker was able to take on several personae: the folk artist, the popular composer writing songs for copyright and dissemination, and the sophisticated avant-garde musician stretching the boundaries of Western compositional practice.
[5.28] Should we conclude with Baudoin, then, that Parker was "not a composer in spirit"? (88) While insisting on Parker's overall excellence as a performer and improviser, Baudoin suggests that because of compromising issues in his approach and legacy, for 
